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This thesis statement explores how my intersectional identity as an artist and 
mother with a working-class background are intertwined, and how that upbringing 
has influenced each of these roles and my actions and interactions with those 
around me. The first part of this thesis A(m(end)ing))) Expectations serves to 
highlight the diverse experiences that helped form the basis of my identity while 
also exposing many of the unhealthy societal and familial expectations that are 
often placed upon women. The exhibition YES/AND is the culminating work of 
how these varied identities, combined with contemporary themes of feminism, 
affects my artistic decisions and creative practice to produce work that challenges 
womanhood, motherhood, and the corresponding expectations that surrounds 
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(Un)stitching is a ritualistic practice of healing experience(s). 
       Journal Entry, February 2020 
“The big lie perpetrated on Western society is the idea of women’s inferiority, a lie so 
deeply ingrained in our social behavior that merely to recognize it is to risk unravelling 
the entire fabric of civilization.” 
       Molly Haskell (1) 
 
 Jewelry is a powerful tool that is used to decorate and adorn the human body. It is 
universal to men and women, rich and poor, young and old. A wedding ring signifies the 
communion between two people, while a simple pendant on a chain hung around the 
neck can remind a mother of a special present from a loved one. Jewelry also has the 
unique ability to communicate one’s social status, material wealth, and political power, 
while also possessing deep emotional weight. An example of the emotional connection 
between humans and jewelry is found in Victorian Mourning Jewelry (Figure 1). In this 
era, jewelry was embellished with hair that had been clipped from a deceased loved one. 
The hair was then braided or intricately knotted and combined with gold, pearls, or 
precious stones to create jewelry that was imbued with the loved one’s essence thus, 
preserving their earthly connection. Over the twentieth century, due to industrialization 
and other socio-economic factors, this sentimentality to materials evolved. While many 
of the historical jewelry examples are created from precious materials such as silver, 
gold, and gemstones, contemporary jewelry today can be made from a variety of 
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materials. Bone, wood, fur, and plastics are just a few of the materials that contemporary 
artists are utilizing to create their jewelry.  
In my work, I use abandoned textiles as material to create jewelry. Through the 
disassembling of found and thrifted clothing, I create wearable jewelry objects and body 
adornment that challenges the perception of uselessness and trash. At the same time, I use 
this process to physically and metaphorically deconstruct societal expectations of what it 
means to be a mother and wife while also questioning the belief systems and 
understandings that I have about each of these roles. For example, a man’s woolen suit 
coat signifies his status in the professional world, society’s acknowledgement of him 
being in a position of power, and often dominance over those he manages at the office or 
in the conference room. In contrast, a woman’s skirt contains a variety of meaning 
depending on its length, material makeup, and even color and pattern of the fabric. A 
knee length, linen business skirt connotates that she is professional and serious about her 
work, while a leather, above the knee skirt may cast a shadow of promiscuity upon her, 
when she is just following the fashion trends of the moment. Unstitching the men’s suit 
coat and the leather mini skirt, and then combining them to create a purely decorative 
piece of jewelry, separates these objects from their original context and function. For me, 
both the sport coat and the leather miniskirt carry different emotional associations, one 
being of power in a man’s working world and the other embedded with promiscuity, 
adultery, and betrayal. By deconstructing both articles of clothing and stitching them 
together into jewelry, I remove the garments’ ability to objectify the wearer. Instead, I 
subvert their original meanings and associations by giving the wearer of the jewelry the 




 I seek out used garments and abandoned clothing from thrift shops and second-
hand stores to create my jewelry pieces. While I could easily purchase new, unused cloth 
from any craft store, thus bypassing the time-consuming task of taking apart the clothes, I 
prefer to source my fabric from used clothing because it is plentiful in supply, it 
possesses unique characteristics due to everyday wear, and it is easily accessible in thrift 
shops. Though I do sometimes use “new” fabric in my work, it is only the cast-offs and 
leftover remnants that I purchase. These pieces of fabric are small in length and are 
viewed as detritus of the once full fabric bolt. They are typically thrown into the endcap 
of a shopping aisle where they await their purchase or are thrown into the garbage when 
their quantity becomes too great, and space is needed. Rummaging through the remnant 
bins and thrift store clothing racks creates an excitement of the hunt that brings me great 
pleasure and joy. Finding what others do not want and seeing the potential in discarded 
objects is what makes me a gleaner. The Merriam-Webster definition of the word “glean” 
is to gather bit by bit or to pick over in search of relevant material. In the past gleaning 
has been the subject matter for many artists. The Gleaners was painted by the French 
painter Jean-François Millet in 1857 (Figure 2). Millet used oil paints to depict three 
peasant women in a field gathering the leftover stalks of wheat from the ground after the 
harvest. In 2000 French film maker Agnés Varda directed and produced the documentary 
film titled The Gleaners and I, which highlighted modern day gleaners in French society 
(Figure 3). 
 In both the painting by Millet and the film by Varda, the subjects are picking up 
what has been left behind once the crop has been reaped. If the gleaners were not there to 
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pick up the remains, the wheat and potatoes would be left in the fields to rot. I also 
consider myself a gleaner, that is, I am always on the lookout for what others have 
thrown away or no longer want. I see the potential of new objects in the remnants of 
others. An example of this is my series of brooches that I made from the leftover contents 
of a demolished storage unit that once stood in my hometown. The process of 
documenting the storage units’ demise, (Figure 4) gathering the leftover trash, and then 
using my creativity to make works of art, (Figure 5) gave me the opportunity to 
emotionally process and understand the rapid growth and change that was occurring in 
my hometown.  
This thrill is also satisfied by culling materials from racks in thrift stores. 
Garments are abandoned by their owners for a variety of reasons; it no longer fits, 
contains holes, is missing buttons, or has simply gone out of style. These garments have a 
character of their own; the fashion designer may have dictated how the garment would 
look and wear, but the factory machines and their workers created the garment. 
Furthermore, the clothing’s owner may have taken liberties and altered the fit, or there 
could be holes and rips from daily usage. All of these iterations give the jacket, corduroy 
pants, or woolen sweater its charisma and charm. These objects may be long forgotten by 
their original owner, but they are the gemstones that I use in my fabric jewelry.  
 
Honor 
Clothing my family with second-hand treasures in thrift shops allows me to save 
money on used garments, but I also find mental and emotional solace amid the racks of 
used clothing. It is here that I can be the mother looking for clothes to fit my children 
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AND the artist looking for materials, not needing to fulfill roles, in turn allowing time 
and space for myself. These spaces are places that provide me time to pause and reflect 
without the demands of being the mother, wife, and woman normally imposed upon me; I 
can be anonymous amongst the discarded.  
I find respite from life in thrifting, but the frugality of thrift shopping in second-
hand stores speaks to my upbringing in a blue-collar, working class family (Figure 6). 
Feeding five people on a single income meant that everything had to be stretched to its 
maximum potential. Nothing was thrown away until its usefulness had been explored, 
transformed, and ultimately expired. This meant that a majority of our family’s clothing 
took the form of hand-me-downs or thrift store finds which my mother altered to ensure 
that they fit her spouse and children. If a garment had a hole in it, it was not simply 
tossed in the garbage, but rather repaired to extend its life and then passed onto the next 
in line when it no longer fit. This resourcefulness provided my mother with the ability to 
clothe her family while also contributing to the financial well-being of the household. As 
a child, I understood the need to save, but I did not fully understand the emotional and 
psychological connection to thrifting and mending until I became an adult and began 
raising a family of my own (Figure 7).  
As a young/new mother myself, without the proper educational background and 
career to pay for childcare, I stayed home with my two young children and provided them 
with their daily needs while my spouse worked a nine-to-five job so that we could have 
food on the table. Feeding a family of four on one monthly paycheck meant that I had to 
be resourceful in how and what I chose to spend our very limited funds on. Was it more 
important to spend money on brand new clothing or groceries? Thankfully, I was raised 
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in a household where I was taught to be a savvy shopper by purchasing used clothing, so 
this was not a difficult decision for me to make. Through these actions, today I honor the 
values of resourcefulness and re-imagination that have been gifted to me by my parents 
while passing those qualities on to my children.  
Another way that I honor, and value resourcefulness is through the use of the lost 
wax casting process. Over the years I have been gifted antique and vintage buttons from 
family, and friends, or I find them thrown into an unassuming jar, sitting on a shelf in a 
thrift store. Many of the buttons are works of art in their own right, but more than that, 
many of them were stitched on by the hands of women, most of whom I will never know. 
When I rummage through the collection of buttons, I think about these unknown women, 
their struggles, their joys, their loves, and their losses. Many of these buttons are 
unusable, their shanks broken, or available in single numbers, not enough to sew on a 
jacket or blouse (Figure 8). I cannot bring myself to discard them, but rather to preserve 
and honor them. Lost wax casting is a way to transform organic materials into metal, 
preserving the object and thus halting time. I make an impression of the button in clay, I 
then fill the mold with wax, and then use those “wax buttons” to create metal buttons that 
are working replicas of the original (Figure 9). These actions and processes are tedious, 
take time, and are performed similarly to the construction of a garment: each task is 
completed in a specific order before the next step can be realized. Whether the women 
were sitting at the sewing machines stitching a blouse, sewing the buttons on a jacket, or 
finishing the zipper on a plaid dress, their work was evident in the finished garment. 
Though the original garments may be lost, the buttons remain. These women are 
anonymous, but the work of their hands is honored through the preservation of the 
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buttons into metal that I then use in my work and the slowing of time through the lost 
wax casting process.  
 
Am(end) 
There are many ways to achieve safety: shelter, clothing, parents, family, friends, 
community. How is the individual affected when the people, places, and situations 
become the perpetrator instead of the protector? 
       Journal Entry, July 2019 
“As knowledge makers, women are troublemakers and denote an epistemological/sexual 
crisis, which needs to be viewed creatively and positively, as a way forward.”  
       Val A. Walsh (55) 
While my mother passed on the valued trait of being thrifty, there are other family 
expectations, beliefs, attitudes, and principles that have not been as healthy, and therefore 
unwanted in my life. How a woman should dress, discipline her children, and create or 
maintain religious beliefs are all areas where I have struggled to accept the imposed 
norms of the previous generation. In the sphere of motherhood, I have been given distinct 
instructions on how to behave and what is deemed proper, amiable, and acceptable. These 
belief systems were passed down to me in an attempt to provide protection against the 
evils of the world, though they have not served me well. Withholding family knowledge 
to protect me from harsh truths eventually fostered the reverse effect and subsequently 
brought me harm as a young adult. From that moment forward, I have sought freedom 
and protection from the past in a variety of ways, just as we seek protection from the 
elements through clothing. 
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In addition to being used as a means to express oneself, clothing is the ultimate 
source of protection for the individual against sun, wind, rain, and snow. It shelters the 
skin on hot, sunny days, preventing sunburn and providing warmth on cold, winter 
nights. Simultaneously, clothing can also carry negative connotations and meanings such 
as a leather miniskirt promoting promiscuity, or a revealing bra strap wrapped in 
sluttiness. In contrast, the deconstruction of clothing is parallel to breaking down 
previous family narratives and expectations that have been passed down through 
generations. In choosing to take apart clothing, I subvert the original and intended 
purpose and expectation of the jacket to provide comfort and warmth.  
Familial narratives are typically passed down from mother to daughter. Their 
stories are meant to serve and protect, and to keep individual values aligned with 
ancestral values. As an artist, a mother, and wife, I have struggled to keep these values 
aligned with my own values. The two often collide with great force, causing anxiety and 
turmoil. I cope with the destruction that they have had on my emotional and mental state 
through breaking down what is meant to protect, metaphorically and physically. 
According to Peg Weiser, an artist and feminist scholar, “a feminist consciously strives to 
undo the wrongs of previous oppression as well as to prevent similar occurrences from 
happening in the future.” (Weiser 528) This feminist definition describes what I do 
emotionally and mentally as a woman and mother:   to challenge, deconstruct, and change 
past beliefs and histories so that I may better educate myself and my children. This is 
done in an attempt to break harmful expectations and belief systems of the past, rather 






Mending, physically and metaphorically, is a key component of my work. I seek 
out clothing items that have moth holes, rips, and tears in them so that I can repair the 
physical garment, but this is also connected to the emotional repair that I continuously 
pursue in my life. When an object has been repaired, it is a sign of continued enjoyment 
and a promise of future use. The repair extends the object’s life and hopefully helps it 
retain its usefulness. Rather than hide these repairs, I highlight them in my jewelry 
pieces. Oftentimes the emotional work of mending is carried out in an intimate place, in 
the home, with a close friend, or in the therapist’s office. There is often shame and 
secrecy attached to this work. In placing the repairs to the garment in plain sight, and 
highlighted in the article of adornment, I am bringing the work of repair out of the 
shadows and into the light, out of the private and into the public, allowing it to be a place 
of pride instead of shame and secrecy. 
 As previously mentioned, today’s artists use a variety of materials to create 
contemporary art jewelry. Scavenging and repurposing trash is not unique, but the ways 
in which artist Susie Ganch transforms these materials into wearable objects is (Figure 
10). Ganch sources her plastic from recycle bins and solicits donations from friends and 
family. She then cuts, files, shapes, strings, and stitches her materials into compositions 
that elevate the discarded trash, thus complicating the original understanding of the 
material. (Zilber 109) Like Ganch, I use discarded materials to create my work, but that is 
where the similarities end. I do not attempt to lose or hide the original object and its 
purpose in the creation of my jewelry; in fact, I highlight important details that lead the 
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viewer to envision the complete garment. Whether stitching on a glove left intact, or the 
satin ribbon used to prevent the hem of a woolen skirt from unravelling, both add to the 
previous purpose that the materials once fulfilled. This intentional admission of garment 
details is an example of “punctum.” Roland Barthes, a French philosopher, critic, and 
theorist coined the terms “studium” and “punctum” in his 1980 book Camera Lucida. 
Barthes discusses these terms in relation to the photographic image; “studium” being the 
cultural, linguistic, and political interpretation of a photograph whereas “punctum” is the 
thing that punctures or pricks the viewer, thus creating a direct relationship with the 
object or person within it. (Barthes 42-59)  
 
Challenge 
A great use of visual language and punctum is the work of artist Harriete Estel 
Berman. Harriete Estel Berman uses vintage, commercially printed tins to create works 
that are humorous in nature, but upon closer examination utilize text, signs, and signifiers 
to subvert familial narratives of being a wife, mother, and woman. Hourglass Figure, The 
Scale of Torture (Figure 11) is a sculpture that Berman created using Slim Fast weight-
loss beverage cans to speak about the emotional agony that dieters, primarily women, 
experience while attempting to lose weight. She pinked the edges of the can, making 
them sharp, and placed them facing upwards on the scale to further emphasize the pain of 
standing on a scale to conduct the dieter’s daily weigh-in. (Holt Skov 103) While I do not 
create works that are painful to wear or utilize text in the same way that Berman does, I 
do use my work to subvert familial expectations.  
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One of my fondest memories as a child was when I received a long, white strand 
of plastic pearls for Christmas. I had never received such a beautiful piece of jewelry 
before, and I wore that necklace every day, everywhere. At the age of six it was one of 
my most prized possessions. I took great care of those pearls and I treated them as if they 
were diamonds and gold. That gift was a necklace of innocence, of six-year-old joy, but it 
would not be too much longer before its meaning would change.  
Growing up in the South meant that I was gifted a necklace made of pure white 
pearls on my 13th birthday. This seemingly simple gift was anything but innocent. Pearls 
were a sign of purity, chastity, innocence, and ultimately virginity. Though it was never 
spoken outright, the gift of pearls was an understood and clear expectation that I was to 
live according to the ethical and moral code that the pearls possessed. Growing into 
adulthood, I quickly learned that a “pearl necklace” has more meanings than purity, 
chastity, innocence, and virginity. In direct opposition to what I understood its meaning 
to be, pearls had been corrupted and spoiled. These opposing meanings created conflict in 
my understanding of pearls. In my work I stitch hundreds of plastic pearls onto the fabric 
of brooches and necklaces. I use plastic pearls to reclaim the innocence that I once 
believed pearls to have. Not only are the pearls readily available at any craft store, but it 
is one of the few items that I choose to purchase new to create my jewelry. This choice 
allows me the freedom to use pearls that do not carry the same associations and 
connotations that traditional pearls contain. I am regaining an innocence of youth that I 
enjoyed as a six-year-old little girl with her first necklace.          
Another similarity between Berman’s approach and mine is the creation of work 
from and through a feminist lens. Berman’s work directly criticizes the roles that women 
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have historically been expected to fulfill, including how advertising has promoted a false 
sense of freedom. She primarily focuses on vintage appliance advertising that promoted 
the acquisition of modern technologies which would help make housework/women’s 
work enjoyable. Berman creates her pieces to challenge notions of patriarchal control and 
dominance over women and their roles in society. (Herman 33) Similarly, I use my tools 
as a feminist, mother, and artist to deconstruct and heal the patriarchal harm that I have 
experienced, figuratively and physically. I show this undoing of harm through the 
physical labor of unstitching of men’s suit coats and blazers. 
In seeking materials to disassemble into jewelry, I specifically look for men’s 
sport coats, ties, and blazers. My exposure to this article of clothing was during my 
formative years as a teenager where I was taught that suits and coats were worn by men 
who occupy positions of power and were expected to dominate any and all surrounding 
females. The belief that women should be, and were expected to be, dominated by the 
male sex infiltrated my every day thinking and belief system. Men were supposed to be 
the bread winners who went to work every day while their wives and children stayed at 
home. Their outings were to be kept to a minimum, the once weekly grocery store visit, 
escorting children to and from school, and Sunday church services. To ensure that their 
idle hands were busy rather than causing trouble, women were expected to cook three 
meals a day, keep the house impeccably clean, have a hot meal on the table at 5:30 
waiting for her husband to return from his long day at work, and raise their children to 
become model citizens. Furthermore, women were supposed to enjoy every minute of 
this service to others, it was the only thing “good and faithful women” should aspire to 
do. This expectation, which sounds rather ridiculous today, is reminiscent of the late 40s 
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and 50s. One may think that it is outdated and therefore obsolete, but it was the way in 
which I was taught to be a good wife, mother, and woman. I believe that my ancestors did 
the best they could with the knowledge that they had. However, much of the knowledge 
that was instilled in me was based on antiquated ideas of femininity, chastity, matrimony, 
and motherhood. Through disassembling men’s sport coats, business jackets, and ties, I 
dismantle those beliefs and understandings of male dominance and female subordinance. 
Not only do I disrupt those expectations, but through the transformation of the jacket 
from function to pure decoration, I subvert their meanings by removing the garment’s 
ability to function as clothing and provide protection into a new object that is meant to 
provide joy through adornment to its wearer (Figure 12).  
 
Transform 
We can learn to create antidotes to the damages of scrutinizing body 
image, low self-esteem, and general scarcity that come with a never-
ending need to “fix” something in ourselves through our wardrobes. Of 
course, we don’t need fixing. Instead, we need understanding, connection, 
nourishment, empowerment, and opportunities for radical joy. I can work 
toward all of this through mendfulness; mending on a personal level of 
mending habits, mending false beliefs, and mending torn denim while 
simultaneously mending my relationship to [societal and familial 
expectations]. Mendfulness: It’s the biggest opportunity for change 
through mind-set, but it’s also where the extraordinary happens.  
        Katrina Rodabaugh (80) 
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 Exploration of materials and thoughtful play are central to my artistic practice. I 
create many samples to test different ideas, while also investigating how materials react 
to differing physical treatments. For example, how does leather behave differently from 
wool when it is stitched and pulled tight or loosely bound? These experiments are a 
visual catalogue of shapes, colors, and textures that I utilize in my finished jewelry 
pieces. The formal qualities of art are important to me as an artist; line, color, texture, 
shape, form, and repetition is the language that I use to construct jewelry that is both 
aesthetically pleasing and comfortable to wear. In disassembling the garments, I am 
selective about what is completely removed from the original. Not only is the 
composition of the final piece important, but the unstitching of each thread carries equal 
weight and is given much consideration before it is finally cut. Leaving a dart in a wool 
skirt and allowing it to be visible in the completed works is a conscious decision, and 
these small details provide interest within the brooch or necklace. In planning 
compositions, I choose to manipulate the fabric so that it references the human body and 
is flesh like in the creases, folds, and curves of the fabric once it has been stitched 
together. These decisions are reclamations and affirmations in honoring the female body 
as a strong, powerful, sensual, graceful, and restorative force. 
Combining hard metal with soft textiles creates an interesting dialogue of 
materials that inherently oppose one another. Stitching and mending are often seen as 
“women’s work,” while steel and metal forming techniques are generally designated the 
work of men. I often merge the two techniques to create my art. Forming and soldering 
metal provides the stable support onto which I stitch the fabric. Before the wire frame can 
be constructed, I must first stitch the disparate pieces of cloth together. Once stitched, I 
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pull the threads tight, creating ruffles and folds in the fabric that mimic the natural 
creases of flesh while simultaneously speaking to the ways in which expectations can 
squeeze people and put them under extreme pressure. The resulting shape becomes the 
guidelines for the supporting armature. This juxtaposition of hard and soft is further 
highlighted by the placement of each material. The fiber is front and center, facing the 
public while the supporting metalwork is hidden from view. This combination highlights 
the fiber component as the most important aspect of the work, which is in direct 
opposition to where fiber and fiber arts have traditionally been relegated--to the margins. 
This duality also speaks to notions of public versus private, what is seen and left unseen. 
The back of a brooch can be utilized as a secret space that is intimately known to only the 
maker and wearer, yet another way that jewelry has the power to be an effective tool of 
communication. 
In addition to exploring materials and how they behave when manipulated, I keep 
each thread that has been removed from the fiber as the work is being created. The 
threads are sorted and kept according to the combination of fabrics used in the jewelry 
piece. Those threads then become new works of art that I call Thread Containment 
Drawings (Figure 13). The piles of thread are randomly placed onto a fabric handkerchief 
or discarded table linen where I stitch them in place, creating unique, unplanned 
compositions. This mode of drawing further emphasizes the desire to use what is 
available, letting nothing go to waste; an inherited family trait that brings security and 
peace to my life and connection to the generations of women who have provided for their 
families by using what is readily available. The action of collecting the leftover bits of 
thread from an unpicked seam further supports my desire to glean, only from my own 
 
 16 
refuse and not someone else’s. From the piles of nothing I create something:   Drawings 
that transform the lowliness of thread scraps into works of art.       
 In conclusion, through creating jewelry and body adornment made from discarded 
and appropriated materials, I subvert clothing’s original intention of protection into a 
purely decorative function. These acts are radical in their nature and allow space to 
reclaim, rewrite, and reframe existing social expectations and familial narratives. The use 
of stitching, darning, and mending honors what women before me did as a means of 
repair, while also providing me with the ability to express myself through making unique 
jewelry that subverts and challenges the patriarchal expectations placed upon me. 
Unstitching the garments is a personal process of mending and healing the emotional 
scars that I carry as a woman. Through transforming these materials into body 
adornment, I create works that are meant to bring joy and sense of awe to the wearer or 
viewer. Life can be hard, messy, and complicated; I do not want my jewelry to add 
weight to a sometimes-difficult journey. When someone places one of my works upon 
their body and they are happy and comfortable wearing it, then my objective as a 











 My thesis exhibition connects my making as a fiber artist and jeweler to my 
intuitive process of gleaning, the deconstruction and categorization of my materials, and 
the inherent meanings contained within them. The individual works that make up the 
exhibition serve together to highlight the ritualistic actions that influence my work and 
are born out of my working-class upbringing. The title YES/AND serves to unify the 
sometimes disparate worlds and realities of m(other)/artist that I exist in and continually 
work through. Often in the English language, the two words and/or are used as a 
linguistic tool to represent a binary. Throughout my MFA journey, it has, at times, been 
difficult to juggle the responsibilities of motherhood, my studio art practice, and the 
demands of life. These multiple, intersectional identities make up who I am as a woman, 
mother, and artist; they directly influence my art through my choice of materials and 
ways of working. The decision to place YES before AND is intentional, it subverts the 
either/or dichotomy that many women, mothers, and artists face today and allows room 
for the multiple facets of our lives to be celebrated.  
As an artist working within and through the art jewelry world, my primary 
concern is making wearable work that pushes the boundaries of how jewelry can exist in 
size and scale, and the associated material meanings contained within the completed 
piece. The collection of jewelry presented in this exhibition aims to fulfill those 
expectations. The larger neckpieces are placed on clothes hangers which are hung on a 
closet rod suspended from the ceiling, allowing the gallery visitors to view the works in 
the round, rather than on the wall or enclosed behind a vitrine. Walking through the 
gallery, visitors are given insights to my process that allows them to mentally create their 
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own works as well as viewing fully completed works with no starting point and no 
directional ending point. This intentional lack of direction allows multiple facets to 
experience the work, as functional and wearable jewelry, as practical research, and in 
drawings. The impetus to create a home-like environment came from the understanding 
that the expectations and familial patterns that I continuously work through, with, and 
against were instilled in me in my childhood home. This exhibition does not serve as an 
exact replica of that home, rather it is meant to be anyone and everyone’s home. Home is 
where our identities are formed, and we, as individuals, are constantly challenged with 
accepting or rejecting the lessons learned in that space and place.    
Entering the gallery, the viewer is immediately confronted with an installation 
reminiscent of a bedroom complete with dresser, ironing board, closet door, and closet 
rod. Using furniture found at various thrift stores to be the physical support for my work 
provided me with the opportunity to connect my love of thrifting and gleaning and allow 
those actions to be showcased in my thesis exhibition. Morning Routine, Sunday Chores, 
Overwhelmed, and Letting Go of My Hang-ups all serve as complete installations within 
the larger bedroom installation, which is also part of the (dis)functional home that 
highlights the ways in which familial expectations are multilayered, and often shift 
between serving and ill serving the individuals contained within the family unit.     
The necklace Wooly Mammoth (Figure 14) is a large piece that exists on the edge 
of jewelry and sculpture. When placed on the body, the wearer is confronted with the size 
and weight of the work, however, it is not off-putting, but rather comforting in the way 
the necklace conforms to the body of the wearer. Wooly Mammoth is both adornment and 
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protection because it brings pure enjoyment to the wearer and is not a necessary article of 
clothing, but it does provide scarf-like warmth for the neck and upper body. 
Jacket Front (Figure 15) is a necklace reminiscent of Elizabethan ruff collars seen 
throughout the 16th and 17th centuries. Elizabethan collars were primarily worn by upper 
and middle-class peoples, with their size and material makeup signifying social status and 
wealth. In thinking through this piece, it was important to me to allow the work to exist in 
an all-encompassing size and shape that commanded attention when worn. Often women 
are expected to be demure in their actions, clothing choices, and attitudes; anyone who 
dares to step outside of that expectation is criticized for being too bold or obnoxious. 
Jacket Front gives permission to the wearer to be loud and proud, and an opportunity to 
claim space where it may have been previously denied to them.    
The work titled Dis(assemble) (Figure 16) is an installation and video recording 
of myself taking apart a men’s suit coat stitch by stitch. The video is approximately an 
hour long and is shown on a TV which is mounted across form the thread pile. This 
allows the viewer to sit comfortably in a high back chair and watch the entirety of the 
garments demise as if they are in their own home. (Figure 16a). The video shows the 
process of me deconstructing the coat (Figure 16b), which is meticulous, but can often be 
violent at times. Throughout the video, one can see how I hold the garment and turn it 
inside out, and the way in which I inspect and pull apart the seams which is accompanied 
with the sounds of ripping and pulling of thread which is quiet at times while disturbing 
and aggressive at others. I chose to put the video on a TV, rather than a projector, as I 
wanted to bring the home into the gallery space and remove the “white walls of the 
gallery.”  This intentional choice to use the TV creates an object that is both familiar and 
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intimate to the viewer, and one can imagine themselves in the act of deconstructing the 
suit coat. Located on the table in front of the chair, and surrounding the thread pile, are 
the components of the garment that have been removed and are destined to become 
pieces of jewelry. (Figure 16c) Rather than giving the viewer all of the information of 
what these garment parts will become, I am leaving it up to them to create their own 
version of the jewelry object in their imagination. The kept garment parts are symbolic of 
the expectations that I have purposefully shed to become the woman I am today. They are 
a part of my life and will always be present, as one cannot erase language and words once 
it has been formed and released, but I can remove the ability for those expectations to 
fulfill their objective of producing guilt and shame.  
Raw Potential (Figure 17, 17a) and Home is Where the Hearth Is (Figure 18, 18a, 
18b) are two installations located on the wall opposite of Dis(assemble). Each of these 
works serve to highlight the remnants of the various garments whose details and specifics 
I cannot discard. Throughout the process of disassembling the garments that I use in my 
jewelry I keep all the parts of the whole with the understanding that they will eventually 
be transformed and used in another piece of my work. These objects are precious to me 
and I treat them as such by categorizing and placing them into glass jars as though they 
are scientific specimens. Until their usage in a new piece of jewelry, each button, zipper, 
shoulder pad, and label are treated with the utmost care and concern. These objects carry 
the residue of the original garment and it is that memory that I seek to honor through its 
repurpose. The act of keeping and sorting things that may, or may not be, needed in the 
future, further connects me to my upbringing. As a child, I watched my father pick up 
lost bolts and washers from parking lots. Taking the items home, he placed them in their 
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appropriately labeled containers where they awaited their eventual use, and no longer 
existed as discarded objects. When he needed a bolt, screw, or nut, he would rummage 
through the bins until he found the right one for the job, saving him from spending 
money on new ones when he could repurpose old ones. The act of saving what others 
would discard runs deep in my psyche and I honor my father’s resourcefulness through 
these actions. 
Against the far wall of the gallery is the work titled Laundry Day (Figure 19). It 
consists of a clothesline that holds the multiple works in the Thread Containment 
Drawings series. These drawings are created by stitching the gathered threads from 
works such as Jacket Front and Wooly Mammoth onto vintage handkerchiefs and table 
linens. The threads I use have been gleaned from the detritus of making other works and 
are given new life when they become the “ink” that makes the marks in my drawings. 
Using handkerchiefs and vintage table linens as the substrate to which I draw onto speaks 
to my affection for abandoned textile objects and the desire to rescue them from the trash 
heap. In the installation, these drawings are pinned to a clothesline which connects me to 
memories of childhood and innocence. A cost saving measure that my mother employed 
in my youth was to hang our laundry out on the clothesline, taking advantage of the sun 
to dry them instead of using electricity and the dryer. My brother and I would run and 
jump under the freshly laundered sheets that billowed in the warm air as they hung on the 
line to dry. Our mother would inevitably scold us for dirtying them and we would run off 
through the yard seeking other places to tumble and play. The innocence of childhood is 
represented in my jewelry through the use of plastic pearls, and in this piece, the 
clothesline from which my drawings are hung. 
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Throughout the gallery, visitors are greeted with a series of paintings that are 
produced from the leftover parts of the garments that I will not use in the making of my 
jewelry works (Figure 20). Gleaning, be it thrift stores or my own “trash”, is an important 
component of my art practice. These works are investigations of garment scrap paintings 
which allow my work to exist in a two-dimensional plane and hung on the wall.  
Throughout my MFA journey, I have come to understand that my upbring and 
sense of self is directly connected to my work as an artist and mother. These multiple 
identities are inextricably linked, and they will always work together to inform the 
actions of the other. My exhibition serves to highlight the space where yes/and collide 
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Figure 1 Eye Brooch, 1800-1830. Unknown. Brooch composed of Ivory, paint, 
metal, garnet, glass. The New-York Historical Society Museum and 
Library, New York, NY. 
 
Figure 2  Gleaners, 1857. Jean-François Millet. Oil on canvas. Orsay Museum, 
Paris, France. 
 
Figure 3 The Gleaners and I, 2000. Agnes Varda. Film still. Ciné Tamaris.  
 
Figure 4  Remnants of Storage Unit, 2015. Digital photograph. 
 
Figure 5 Lifeline, 2015. Brooch composed of found objects and brass. 6” x 3” x 
1.5”. Cold connected. 
 
Figure 6  My Family and Me, 1987. Scanned photograph. 
 
Figure 7 Kate and Maggie, 2007. Scanned photograph. 
 
Figure 8 Buttons removed from various garments 
 




Figure 10 Untitled, 2019. Susie Ganch. Necklace composed of lids, collected beads, 
and silk thread.  
 
Figure 11 Hourglass Figure the Scale of Torture, 1994. Harriete Estel Berman. 
Sculpture composed of found objects. 
 
Figure 12 Grandma’s Flowers, 2020. Brooch composed of discarded fabric scraps, 
disassembled corduroy pants, a woman’s leather coat, thrifted vintage 
buttons, steel insulation supports from the hardware store, nylon thread, 
bronze cast button, stainless steel. Cast, soldered, hand stitched. 
 
Figure 13 Thread Containment Drawing #3, 2020. Vintage table linen, discarded 
threads from Cuffs, thread. Hand stitched. 
 
Figure 14 Wooly Mammoth, 2020. Neckpiece composed of 410 plastic pearls, a 
really cool jacket with very ugly buttons from the Lancaster Goodwill, a 
leather jacket from the Rock Hill Goodwill, a wool skirt from A Hand Up 
Thrift Store, a leather jacket from somewhere that I don’t remember, and 
nylon thread. 34” x 10” x 6”. Disassembled, stitched.   
 
Figure 15 Jacket Front, 2021. Neckpiece composed of Woolen coat made in Nepal 





Figure 16 Disassemble, 2021. Installation composed of video projection, threads 
from an unstitched men’s sport coat, coat hanger, saved garment 
components. Approximately 4’ x 3’ x 1’. Patrick Gallery, Winthrop 
University, Rock Hill, SC.  
Figure 16a Disassemble, (Detail View). 
Figure 16b Disassemble, (Detail View). 
Figure 16c Disassemble, (Detail View). 
 
Figure 17  Raw Potential, 2020-21. Installation composed of glass jars, zippers, 
buttons, shoulder pads, clothing labels, waste thread, wood desk, 
Approximately 4’ x 5’ x 3’. Patrick Gallery, Winthrop University, Rock 
Hill, SC. 
Figure 17a Raw Potential, (Detail View). 
 
Figure 18  Home is Where the Hearth Is, 2020-21. Installation composed of glass 
jars, zippers, buttons, shoulder pads, clothing labels, waste thread, wood 
mantle. Approximately 10’ x 6’ x 2’. Patrick Gallery, Winthrop 
University, Rock Hill, SC. 
Figure 18a Home is Where the Hearth Is, (Detail View). 





Figure 19 Laundry Day, 2020-21. Installation composed of Thread Containment 
Drawings, wood, clothes pins, clothesline. Approximately 8’ x 5’ x 3’. 
Patrick Gallery, Winthrop University, Rock Hill, SC. 
Figure 19a Laundry Day, (Detail View). 
Figure 19b Thread Containment Drawing #1 (Installation View) 
Figure 19c.  Thread Containment Drawing #2 (Installation View) 
 
Figure 20. Garment Scrap Painting #1, 2021. Painting composed of wool from a 
lady’s sweater, a leather jacket from somewhere that I don’t remember, 
white bronze cast button, repurposed lady’s tan leather shirt from 
Goodwill, a woman’s linen suit coat from the Lancaster Goodwill, a man’s 
suit coat from the Weddington Goodwill, yellow linen fabric remnant 
from Joann’s Fabric and Craft Store, canvas, nylon thread. Approximately 


































































































































































































































































































































































































Barthes, Roland. Camera Lucida Reflections on Photography. E-book, London: Vintage  
Books, 2000.  
Berman, Harriete E. Hourglass Figure the Scale of Torture. 1994. Harriete Estel Berman,  
San Mateo. Harriete Estel Berman. JPEG file.   
Bryan-Wilson, Julia. Fray: Art + Textile Politics. Chicago: The University of Chicago  
Press, 2017.  
Ganch, Susie. Untitled. 2019. Susie Ganch, Richmond. Susie Ganch. JPEG file. 
“Glean.” Merriam-Webster.com Dictionary, Merriam-Webster, https://www.merriam- 
 
webster.com/dictionary/glean. Accessed 17 Dec. 2020. 
 
Haskell, Molly. From Reverence to Rape: The Treatment of Women in the Movies. 3rd ed.  
 Chicago; London: The University of Chicago Press, 2016. Google Books,  
https://www.google.com/books/edition/From_Reverence_to_Rape/2Oz3DAAAQ 
BAJ?hl=en&gbpv=1&dq=from+reverence+to+rape&printsec=frontcover.  
Herman, Lloyd. Trashformations Recycled Materials in Contemporary American Art and  
Design. Seattle: University of Washington Press, 1998.  
Holt, Steven and Mara Skov. Manufractured the Conspicuous Transformation of  
Everyday Objects. San Francisco: Chronical Books, 2008.  
Millet, Jean-François. Gleaners. 1857. Musée d’Orsay. Paris, France. Web. 10 Nov.  
2020. 
Rodabaugh, Katrina. Mending Matters: Stitch, Patch, and Repair Your Favorite Denim &  
More. New York: Abrams, 2018.  
Weiser, Peg Brand. “Feminism in Context.” Aesthetics: A Reader in Philosophy of the  
 
 57 
Arts. 4th ed. David Goldblatt, Lee B. Brown, and Stephanie Patridge, eds. New  
York: Routledge, 2018.  
Unknown. Eye Brooch. 1800-1830. New-York Historical Society Museum and Library,  
New York. New-York Historical Society Museum and Library. Web. 18 Nov. 
2020. 
Varda, Agnes, director. The Gleaners and I. Ciné Tamaris. 2000. 
Varda, Agnes. The Gleaners and I. 2000. Film at Lincoln Center, New York. Film at  
Lincoln Center. Web. 23 Mar. 2021. 
Zilber, Emily. Crafted: Objects in Flux. Boston: MFA Publications, 2015.  
 
 
